As such, the idea of an Asian identity is also recognized as a social formation that has served to unite communities based on shared experiences and mutual political agendas. At various levels, it has and can be some or all of these things. The discussion of racial and ethnic formations is an enormous undertaking too large for the scope of this focused paper.
What is important to understand is that regardless of its artificial nature, its impact on group and individual identity development and politics is emphatically real, and it bears great weight on the ways in which these representations and images are influenced, shaped and perpetuated.
Representations of Asians in the media originate in America's long, yet precarious relationship with Asia and its people. From the very beginning, America's interest in the East has been motivated by Asia's potential to serve as political and economic gain. As
America pushed forward in its efforts toward globalization and political hegemony, the American people developed a growing interest and fascination toward the exotic and mysterious treasure waiting to be revealed in the Far East. In assessing this transfixed fascination with Asia, Gina Marchetti expands on Edward W. Said's notion of In addition, the growing need for the United States to find an economic source of both unskilled and later skilled labor, prompted an incremental and calculating recruitment of Asian immigrants in areas of construction, agriculture, and later, technology. From the Chinese railroad laborers of the 1800' s to the skilled, technical labor that arrived as a result of the 1965 Immigration Act, the presence of Asians in the United States has been fueled by American labor needs and the promise of a better life in America.
Through its own economic and political push toward capitalist globalization, America found itself involved in the last three major wars in Asia (World War Il , the Korean War and the Vietnam War). As American servicemen fought on in battle, the need to gain public support demanded the propagandizing of Americans against the enemy . In each war, the Asian enemy became systemically portrayed as the evil foreign threat. As a result, the media implemented aggressive war support campaigns that often relied on the dehumanization and objectification of Asians as a threat to American values and dreams .
Pejorative descriptions like Jap and gook became popular ways of identifying and racializing both Asians abroad and Asians in America. During World War Il, the racial animosity and fear by White Americans toward the Japanese resulted in the internment of over one hundred twenty thousand Japanese Americans. Even non-Japanese Asians (i.e.
Chinese, Koreans and Pilipinos) were often mistaken for Japanese and discriminated against.
The Early Asian Immigrant and the Yellow Peril
As the various Asian communities began arriving and developing as unplanned, yet permanent populations in America, the idea of an invading yellow peril emerged to qualify the xenophobic apprehensions of White Americans. Marchetti explains:
Rooted in medieval fears of Genghis Khan and Mongolian invasions of Europe, the yellow peril combines racist terror of alien cultures, sexual anxieties, and the belief that the West will be overempowered and enveloped by the irresistible, dark occult forces of the East. Given that knowledge about Asia and Asians has been limited in Europe and America, much of this formulation necessarily rests on a fantasy that projects Euroamericans desires and dreads onto the alien other. Thus, as Western nations began to carve up Asia into colonies, their own imperialist expansion was in part rationalized by the notion that a military powerful Asia posed a threat to "Christianized civilization" ...Within the context of America's consistently ambivalent attitudes toward Native Americans, Hispanics, African
Americans, and other peoples of color, the yellow peril has contributed to the notion that all nonwhite people are by nature physically and intellectually inferior, morally suspect, heathen, licentious, disease-ridden, feral violent, uncivilized, infantile, and in need of the guidance of white, Anglo-Saxon Protestants (pp. 2-3).
Asian immigrants arrived predominantly as sojourners-laborers who would work for a few years in America, but return to their country after successfully amassing their wealth .
For many of these laborers, this dream was difficult, if not impossible. The profitable opportunities that had originally lured them to America were in reality, low paying and physically demanding jobs that often placed them in indentured servitude. The option of returning home was inhibited by the shame and embarrassment of failure . A select few were successful in making a profitable living , and they too stayed in hopes of making a better life for themselves in America. However, for many Asian immigrants, the "Gold Mountain" that they had expected was tarnished by the realities of racism and alienation.
Regardless of the circumstances, it soon became clear that Asians were here to stay. The reaction by many White Americans was that of a growing contempt for this new foreign population that served as more competition for jobs and land. White Americans viewed
Asians as an inferior race and feared not only that they would steal jobs, but also reduce the quality of life in America. Because of physical differences and a lack of knowledge of Eastern cultures by the West, Asians were perceived as invading foreigners who could not be assimilated into the dominant culture. Like other marginalized groups, Asians were seen as "other", incapable of fully integrating into American society. What this surmounted to were racist attitudes by Whites that feared both the idea of integration as well as the threat of economic competition by a new immigrant labor source .
While White Americans found an economic need for the exploitation of cheap Asian labor, they did not want a permanent population of Asians in America. It was their hope to recruit Asian sojourners who could provide the labor for a limited period, and eventually return to their country of origin. To insure this, racial-specific legislation was passed that limited the immigration of Asians to mostly Asian men . Asian men and White women. Asian men were therefore depicted as sexual savages and potential rapists who, at their first chance would act on their sexual aggression and threaten the sanctity of White women.
Whereas the woman serves as the symbol of her racial community's purity and innocence, White men have feared both the rape and/or seduction of White women by the male "other." The White woman must therefore be guarded and protected by the White male from non-White men . The Asian male, as the sexual savage must be contained, and it is this positioning that allows the White man to remain the savior and protector of White America. Because it is the woman who physically reproduces, she is burdened with the preservation of racial purity. Anything less than mono-racial procreation is a contamination of the race, and for Whites, a threat to their social dominance. Furthermore, it is this dominance that excludes White men from the same social obligatory scrutiny imposed on their female counterpart. The interracial mixing that may and has occurred involving White men does not bare the same level of antipathy. Following the earlier rationale, the male is not obligated with the same, symbolic responsibility toward racial preservation because of his inability to bare children. A woman of color who conceives a child from a White man, while still taboo, does not share the same racial standing with that of a White woman, and it might even be argued that for the child, there is an elevation of social status due to their White half. The combination of these factors makes it an extremely convenient position for the White man. In film, this became a popular theme that positioned White men as the heroic savior of his race, while at the same time reemphasizing earlier notions of not only racial but also gender supremacy.
Between 1850 and 1940, U.S. popular media consistently portrayed Asian men as a military threat to the security and welfare of the United States and as a sexual danger to innocent white women (Wu, 1982) . In numerous dime novels , movies, and comic strips, Asians appeared as feral, rat-faced men lusting after virginal white women . Arguing for racial purity, these popular media depicted Asian-white sexual union as 'at best, a form of beastly sodomy, and, at worst, a Satanic marriage' (Hoppentand, 1983, p. 174) . In these popular depictions, the white man was the desirable sexual partner and the hero who rescued the white woman from 'a fate worse than death ' (Hoppentand, 1983, p. 174-175 her to embrace her feelings for him which were repressed by the racism she denied .
The sexual savage threat is effective in its ability to free White men from guilt of a broader notion of gender oppression. As men of color become interpolated as the sexual threat, White men get repositioned not only as protector and savior, but as the just male.
They become excluded or exceptional to issues of a systemic sexism that not only subjugate women, but in this capacity, perpetuates the specific power base of White men in America.
In effect, a reinforcement occurs for both racial and gender oppression as men of color and White women become pitted against one another, consequently entrenching power and privilege for White men.
The Emasculated Male
Another prevailing image of the Asian man is that of emasculation. If the sexual savage serves to alleviate the guilt of gender oppression by White men, the emasculated Asian informs the hierarchical structure of patriarchy in America. The portrayal of Asian men as emasculated not only serves to question their virility, but also to denigrate the social value of Asian men as masculine in a heterosexual America. Like the sexual savage, the emasculated Asian male maintains the established order of White male dominance, a position that is threatened by any appreciation or legitimacy of the male other. Men of color are the yellow peril, black peril and brown peril that endanger and destabilize White male authority. In response to this threat, the idea of men of color as sexual deviants is constructed. This causes the simultaneous positioning of White men as the norm while non-White men occupy the extreme positions of both sexually threatening and sexually neutral. As the emasculated figure, the Asian male is stripped of his heterosexual potency which calls into question both his sexual desirability and his contribution to society as male. Once again, race and gender converge by assigning Asian men as feminine and relying on the prevailing misogyny that infers a masculine gender authority.
In Broken Blossoms (1919) From his shop, Cheng sees the frail and innocent Lucy (Lillian Gish) shopping in the Limehouse. He is enamored by her beauty, but only admires her from a distance.
When Lucy runs away from home to escape the abusive treatment of her drunken father, Battling Burrows, she wanders into town and collapses at Cheng's doorstep. Cheng rescues Lucy by taking her in and caring for her. In his home, Cheng nurses Lucy to health, while at the same time adorning her in lavished, exotic apparel: "A magical robe treasured from an olden day." And his "room prepared as for a princess." For both Cheng and General Yen, the move to "dress-up" their female guests is a conciliatory effort at breaking the cultural barriers that keep their desire of these women at a voyeuristic distance.
In both films, the heroines are elevated socially and literally in their sleeping quarters:
Megan's bed is positioned on a platformed part of the room, while Lucy is placed in a high crib-style bed. This elevation situates both women as living altars for General Yen and Cheng, making their admiration implicative of spiritual worship.
As Cheng showers Lucy with gifts and a "gentleness she has never known," a heavy, sexual undertone drives the narrative:
She seems transformed-into the dark chambers of her incredulous, frightened little heart comes warmth and light. Blue and yellow silk caressing white skin-her beauty so long hidden shines out like a poem. American men and women are often portrayed as 'hypersexual' and men as 'asexual,' both stereotypes exist to define and confirm the white man's virility and superiority (Kim, 1990 Haka, a grief-stricken Edith confesses to the court that she is really the one who shot Haka.
As her defense, Edith reveals the branded scar on her shoulder and explains the details of the events leading to the shooting. As Edith tells her story , the camera pans across a courthouse of White men who grow disgusted and enraged by what they're hearing.
Edith 's scar represents not only the defilement of the White woman, but more poignantly, the stealing of the White woman by the Asian other-in effect, the potential loss of White purity and innocence. Edith's story incites a riot in the courthouse, but fortunately for Haka, the police prevent the mob from capturing him. Richard is dismissed of the charges and he and Edith walk out of the courthouse, cheered and applauded by everyone.
In his jail cell , Richard cries out, "East is East and West is West and never the twain shall meet." It is a hard lesson learned through his wife 's association with the evil Haka.
More importantly, it is clarifies Haka's broader representation of Asian people and Eastern cultures. Richard realizes that Asians are just too different for an appreciated co-existence, which more specifically assumes the assimilation of Asians into Western!American society.
The juxtaposition of Richard and Haka also serves to emphasize the socio-economic differences in attitude between the East and West. As a result, Edith (the White woman) is then positioned as a subjective negotiator between Richard's (America's) frugal practicality and Haka's (Asia's) more exciting extravagance. In Sayonara, the idea of an interracial relationship between a White woman (Eileen) and a Japanese man (Nakamura) is subtly suggested. Ricardo Montalban, a Latino male, is cast in the role of Nakamura, which Marchetti argues, "further removes the threatening racial aspect of the fantasy, while keeping a certain exoticism at its core." (p. 142) What is also implied in Marchetti's reasoning is that notions of physical Whiteness is clearly a determining factor. Montalban, in many ways, due to his own ethnicity can be viewed as "other," but in Sayonara, is at least more acceptable than an actual Asian actor. Nakamura is the only consistent and substantive Asian male character within the film, and he is presented as a powerful figure who clearly embodies a masculine sexuality-sa task which at the time, may have been too inconceivable an option for an Asian actor to perform. The male gaze in American film can be argued as not only male, but more specifically White, middle class, heterosexual, Christian. As a result, the idea of a more prominent or central, Asian male character would not appeal to or prevents an empathetic spectatorship by the intended audience. The Asian figure is in direct conflict and competition with the White male dominance, which has existed as the Western standard for what is male. To redefine or, for that matter, add onto the pre-existing social values of being a man is a highly discomfiting thought--not only for the White man, but for everyone who has conceded to these social norms. is a chaotic bombardment of dark, overcrowded streets pasted over with neon lights and consumer labels. In both of Scott's films, the Asian influence is portrayed as the gross manipulation of western capitalism-a lesson taught to countries like Japan which is now being used as a punitive means of control of the American economy. In many ways, the new yellow peril is much more dangerous than its predecessor, because it hits at the heart . of the American dream and threatens White dominance by beating them at their own game .
Oriental Barbarians
As Eddie Sakamura (Cary-Hiroyuki Tagawa Asians must still struggle through racial inequality. In effect, they become a social anomaly-they are neither White nor marginalized, which means they neither hold power nor benefit from a united struggle with other groups of color against racial oppression.
To maintain their marginalized status, the academic and economic success of Asians America. The protagonist, Kwai Caine is a mysterious hermit who wanders the country befriending and assisting the helpless with the use of kung fu skills he has learned as a Shoalin monk . It was Lee's intention to be cast as the lead character, but because American TV executives doubted that a Chinese man could draw and sustain an audience base, the role of Caine eventually was given to White actor, David Carradine. (Yang, p. 96) Throughout his career in America, Lee would be haunted by the racist mentality of the American film industry . As with the executives of Kung Fu, Lee often faced the western assumption and insistence that Asian characters would only be accepted, and therefore, could only be portrayed in the racist and stereotypical ways they had been done in the past. Bruce Lee is a Chinese legend --a chinaman who made it in America. America loved him. And the Chinese loved him. Or maybe they loved America loving him.
question: why do we want to keep Bruce Lee alive? is the question really about keeping this one love alive?
if the Chinese man needs a hero is this how we get one?
Since then, Bruce Lee's image has been recreated in a variety of ways including films, parodies, cartoons, comic books, and most recently video games. In Fulbeck's Game of Death, the filmmaker points out how obvious the inserts of Li are just in the first seven minutes of the film. "somebody wake me up. can people really not tell?" Fulbeck asks in his subtitled narration. Fulbeck argues that the producers had high hopes of fooling the audience because of the common perception that all Asians look alike. Bruce Li, whose name is really Tang Lung, is not even Chinese. While Game of Death prospered upon its release, many of Lee's most devoted fans were outraged by the use of a stand-in who many argued, bared little to no resemblance to Lee . Perhaps the filmmakers rationalized or believed that this was inconsequential because it was still a Bruce Lee film and people would come to see it. One of the most notorious amalgamations of Lee and Li involves Li looking into a mirror during a scene. To preserve the illusion that Li is actually Lee, the filmmakers literally paste a photograph of Lee on the mirror, where Li's face should be.
The fact is it doesn't really matter if Li succeeded in pretending to be Lee. Game of Death and the countless other Bruce Lee-type films that followed are a strong statement about America's need to hold on to the one accepted image of an Asian, leading, male actor.
The trend of reproduction is not a new or uncommon phenomenon in the American media. If the image still presents a potential profit, its commodification is almost certain.
At the height of her television, reporting career, Connie Chung was often used as standard model for other Asian American, female journalists. Chung's success had prompted television news stations across the country to hire their own "Connie Chung," often demanding that the reporter cut her hair or wear her makeup in a way that more closely resembled the Chinese American journalist. The idea that successful figures like Lee or Chung can be manufactured and reproduced confirms and validates the tokenized attitude toward, and value for members of marginalized groups . In their reproduction, Lee and Chung cease to exist as their individual selves and have been degraded as commodities.
Because both individuals paved the way for other Asians in their respective fields, the act of reproducing them reduced them to their racial characteristics. As a result, this became the basis for new , stereotypical ways of seeing and understanding Asians.
Today, martial arts continues to be a popular genre in film. However, since Bruce
Lee 's death, only a few other Asian men have been able to successfully follow the fame and popularity of Lee. In recent years, Jackie Chan has risen to become a superstar in martial arts films. Like Lee, Chan's success in America was preceded by his enormous following in Asia, and like Lee, Chan is also known for his near-superhuman abilities and for doing all of his own stunts . As Chan began to gain major notoriety in America, he was often referred to as "the second coming," implying that Chan is the next Bruce Lee. If this is true, then Hollywood has clearly defined what it will take for Asian men to be valued, as well as how the industry is willing to have them represented in film. The only Asian men that are permitted to exist are the ones who can stand above and beyond normal men. Not only are they part of the model minority, but in order to represent maleness, they must also be the superhuman minority. As a result, it leaves the Asian male with one of two binary forms of existence: to play the weak, submissive fool/nerd or to be Bruce Lee. In the film
Revenge of the Nerds (1984), Takashi (Brian Tochi) is one of the misfortunate nerds who is tormented relentlessly by the more popular, campus football players. In one scene, Takashi is working as the towel boy in the men's locker room. 
New Paradigms of Representation
It would be easy to say that the problem with current representation of Asian men in film is that they are predominately negative or inaccurate. While there is truth to that, it is also too simplistic an answer. The positive image rationale approaches the issue from the assumption that value-placed images are in fact , empirical and absolute, and that a dialectic response is needed in order to combat them. But the truth of the Asian experience is much more complicated than this.
In speaking with a friend who works in the music, entertainment industry, the topic of Pilipino musicians came up. We talked about why there are so many Pilipino groups and singing artists emerging, yet they have not been able to achieve the same level of success that other groups in their categories have achieved. A summary of his understanding involved having some luck and good timing, but everything to do with marketing. "The fact is, record producers and radio executives don't know how to market them," explained my friend. What he was referring to were the pre-existing categories that existed in the music industry, and that executives have a difficult time fitting them into these. Interestingly, the two primary categories that he spoke toward were not even based solely on music style , but about race: White and African American. He further explained that "the industry looks to serve and market to these two main groups and if you don't fit into either one, it's going to be tough."
I realized that the same thing could be said for the film industry . As with music, the film industry still operates largely from a racialized blacklWhite paradigm that leaves little Returning to Xing's notion of the positive image, the call for a more complicated understanding assumes that all images are subjective and should be interrogated not only for their impact but the cause, context and purpose of why they are used. In examining the issue of masculinity, it is clear that resistance must take the form of reexamining and redefining our own values of masculinity and femininity. While it is important to enhance the social awareness of misperception and misrepresentation, a greater struggle comes from the need to shatter pre-existing systems of power that inhibit our ideas of gender. To do this, we must engage a deeper analysis of what is masculine and feminine as well as where power is situated. Our tendency to circumscribe masculinity to solely notions of being a man clearly limits our attitudes and appreciation for men and women who do not conform to these popular definitions of gender roles, while subjugating men and women into artificial constructs that mayor may not apply to their gender identity. Furthermore, a more complicated appreciation of gender and gender performativity must occur in order to disable the existing binary structure--a structure that not only perpetuates sexist, patriarchal systems of power but also heterosexist systems that limit our notions of sexuality. The truly problematic issues of this are in essence, the foundation of sexism and homophobia.
M. Butterfly
In recent years, self-representation by Asian American writers and film makers have Gallimard is based) and his explanation of how for twenty years, he was duped by this man. "I later found a two-page paragraph story in the New York Times. The diplomat, Bernard Bouriscot, attempting to account for the fact that he had never seen his 'girlfriend' naked , was quoted as saying, 'I thought she was very modest. I thought it was a Chinese custom.' " (Hwang, p.94 Gay friends have told me of a derogatory term used in their community:
'Rice Queen' --a gay Caucasian man primarily attracted to Asians. In these relationships, the Asian virtually always plays the role of the 'woman'; the Rice Queen, culturally and sexually, is the 'man.' This pattern of relationships had become so codified that, until recently, it was considered unnatural for gay Asians to date one another. Such men would be taunted with a phrase which implied they were lesbians. (Hwang, p. 98) As such stereotypes were created to contain and control Asians in America, ironically, it is this very understanding that eventually serves to enslave and eventually destroy Gallimard.
Throughout their relationship, Liling assures Gallimard of her devotion to him by saying she is his "slave" and he, her "lord and master." However, as a woman, Liling is really the one who is very much in control of the relationship, and at the trial, confesses that he/she was the one who convinced Gallimard to carry out his acts of espionage and treason against Fulbeck is effective in using video footage, audio sound bites, and written text to bombard the viewer with questions regarding interracial relationships, Asian fetishes, selling out, and self-hate among both Asian men and women. Some of these questions include:
• How many times have you seen an Asian man kiss someone on TV?
• Are Asian men socially inept?
• Are Asian men less sexual?
• Why does people magazine list 50 beautiful people with 3 Asian women and no Asian men?
• Do you ever wish you belong to another race?
• Are Asian men jealous of Asian women in America? Are they intimidated by White men?
• When you see an Asian male calendar, are you embarrassed or proud?
In just under nine minutes, Fulbeck besieges the viewer's senses with an array of suggestions and questions that heighten our awareness of Asian representation in 
Conclusion
The absence of more complicated representation of Asian men in popular film is disturbing not so much because of a social, binary value consisting of good and bad, but because these images serve to reinforce an already alien and limited understanding of Asian men. The effects of not having Asian men in film is much more than an insensitivity of representation. When I first began examining the absence of Asian men in film, I thought about some of the ways this has affected my life and probably the lives of other Asians.
Looking back, I realize that none of my childhood heroes from television or the movies ever looked or sounded like me. At the time, I didn't understand what type of message I was receiving. In fact, it wasn't until recently that I realized many of my insecurities have come from the internalized hate I had about being Asian. It was that aspect of racism that was difficult to think about because as a man, it was too embarrassing and painful to acknowledge. While interviewing some students where I work, I asked them who some of their own childhood male heroes were. Not surprisingly, there wasn't one Asian man listed. When I asked what they thought about that fact, many of them were defensive and argued that it didn't really matter, or that it didn 't effect them. I then asked if they ever, even once, wished they were White?" They all reluctantly admitted, "yes." At that point, they understood what I was getting at. The message that has been told to us by such heroes was "Our image (White men) is what it means to be a man . This is what you should look like, act like and sound like, and if you don't fit these descriptions, then you are not as valued." The most painful aspect about internalized racism is that within the self-hate, there isn't anything you can do. You cannot change the things that make you uncomfortable,
and no matter what you do , you will always be Asian or Black or Latino. It is a no win situation that is not only self-destructive, but perpetuates the elevation in value and power of the dominant culture. One's identity then becomes a struggle with appreciating who you are, even when it feels as if no one else does.
It has been said that one of the most successful and powerful aspects of film as entertainment is empathy. To connect with a character in a story and relate to the experience is not just about being entertained. It also validates one's own life experience.
It acknowledges the realness of our existence by telling us we are not alone in the way we think, feel and act. That is why the misrepresentation and absence of Asian men in American film is so disturbing. It takes the idea of the Asian man out of normalcy and brands him perpetually as "other." It is, in essence, the denial of one aspect of society, and at its core level, is racist. So what then, is the resolution to these concerns? An obvious answer would be to have accurate representation of the Asian male in American film, but what would qualify as being accurate? Is providing more opportunities for Asian men to play leading roles , or perhaps starring as the action hero? Both Bruce Lee and now Jackie
Chan have certainly been these things, but as I've discussed, their own images have resulted in certain problematic aspects of representation. This is not to say, however, that Lee's and Chan's contributions to film have been completely negative. Certainly, both actors have helped to redefine notions of masculinity in ways that include Asian men in the discussion. However, Asian male representation, and even notions of maleness should be more complex than this. Indeed, there are Asian men who are masculine and feminine;
they have weakness and strength; they can be heroes, antagonists, role models, tragic figures, and villains., but they are not either/or. Asian men are real and their representation in film should reflect the many ways they exist in society. The call for more accurate representation should not be an attempt at being the movie that addresses this problem, but many films that provide a better balance of who Asian men really are.
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